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INTRODUCTION

6

Women have long been overlooked as key
figures in the cultural history of Appalachia. The exhibition Tangled Roots: Exploring Appalachian Feminisms seeks to examine the ways in which women
artists across the region have kept traditions alive
while redefining creative practices that were once
seen strictly as “women’s work.” In particular, the
exhibition aims to explore how women have reimagined “craft” through skillful attention to materials,
manual dexterity, and application of critical and
conceptual rigor. The concept of craft is defined
in this context to include all hand-made work that
requires developed skills, whether they belong to
traditional craft-based practices or ones associated with the so-called fine arts. With this unifying
and expanded definition that spans a variety of
creative endeavors, the show seeks to break down
the traditional boundaries and distinctions used to
divide art from craft.
In our contemporary moment, Appalachian
craft is no longer seen as inextricably linked to
domestic economy, maternal obligations, or struggle to survive. Rather, the labors of contemporary
women artists working across different media
- from fibers, ceramics, woodcraft, basket weaving, and glassworks, to photography, printmaking,
sculpture, and painting - represent a new approach
to “women’s work” creating a revitalized image
of contemporary Appalachian experience that
speaks to a broad array of concerns. This exhibition
features artists who are deeply connected to the
region’s rich history and who explore the function

of materiality, while also emphasizing empowering,
creative, and innovative aspects of Appalachian art.
The artists in the show—Ashley Blanton, Ali Printz,
Rebecca Daryl Smith, Grace Farish, Carolyn Ford,
Melanie Landsittel, Jessica Page, Simone Paterson,
and Elizabeth Runyon affirm the tangled roots of
what it means to be a woman in the region and how
traditional craft has become intertwined with fine
art within the context of Appalachia.
The show seeks to demonstrate the entanglement between craft and fine art by examining
women’s work as a form of performance and by
challenging and dismantling Appalachian stereotypes. It is impossible to pick out a single thread
without unweaving the entire fabric. The title and
major inspiration for the exhibition comes from
Elizabeth D. Engelhardt’s book The Tangled Roots
of Feminism, Environmentalism, and Appalachian
Literature.1 The three major themes mentioned in
the book’s title – feminism, environmentalism, and
Appalachia -- are found in many of the artworks
included in the show. Artists Ashley Blanton, Ali
Printz, Elizabeth Runyon, and Carolyn Ford engage
this feminist discourse through depictions of environmental destruction of Appalachian resources,
connection to the environment rather than culture
to find a sense of belonging, and have redefined
traditional labors and colloquialisms that are stereotypically associated with Appalachian women.
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ABOUT APPALACHIA

JESSICA PAGE , KEEPING UP APPEARANCES , 2021
archival pigment ink image of Kentucky waterfall handwoven
with fabric repurposed from a theater production
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The Appalachian Regional Commission, an
economic development partnership agency of the
federal government, defined Appalachia as a cultural region in the Eastern United States with land borders stretching from southern New York to northern
Alabama and Georgia.2 However, culture expands
beyond political borders. To be Appalachian is to
be a native or a resident of the region regardless of
nationality, race, gender, or socioeconomic status.
To identify as Appalachian is to have been impacted
by the cultural, environmental, or political climate
of the region. It is an incredibly culturally diverse
region, and this show seeks to highlight that diversity. The artists in this exhibition model the values
of religion, family, immigration, and what it means to
be from a place. Simone Paterson, who emigrated
from Australia to Appalachia, integrates prominent
historical figures to demonstrate social issues that
have impacted women’s rights and Appalachian
culture. Grace Farish, a first generation American on
her father’s side, seeks to attach herself to a place
that rejected her, as well as exemplify the complexities and pressures of attaining the American dream
while holding onto tradition. Jessica Page uses
photographic weaving techniques to illustrate the
melding of time and place, and the changing identities that accompany regional values.

Appalachia frequently succumbs to stereotyping. Policymakers and news organizations
constructed a social image of Appalachia through
Poverty Tours of the region led by Lyndon Johnson,
Richard Nixon, and Robert Kennedy.3 They all painted the same portrait and spread the same narrative: that Appalachia is poor, white, rural, and backward. The region has been afflicted by economic
despair, major health epidemics, and environmental
catastrophe, yet there is no singular anecdote that
encapsulates what it means to be Appalachian
because the mountains are a hub for the mixing of
various cultures. American Indian nations such as
the Cherokee and Shawnee were the first to inhabit
the area and still have strongholds and influence
in Appalachia including the Eastern Band of Cherokee in North Carolina4 and Shawnee Ceremonies
in Ohio.5 Major waves of settlers arrived in the 18th
century due to federal land grants. These groups
play key roles in shaping the cultural traditions of
the region. As a result, there is no one single narrative or experience of being Appalachian. Ali Printz
provides narratives that include land stripping due
to coal mining, environmental disaster, loss of Native American culture, and connecting to the region
through the environment.
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“WOMEN’S WORK”

ALI PRINTZ, SPINSTERS, 2018
oil and enamel on canvas
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“Women’s work” encapsulates labors that
have been traditionally associated with women.
Although this phrase has been used pejoratively to subordinate women to men, here it is being
reclaimed, inverted, and subverted to affirm the
labor of women and girls.6 These various forms of
labor performed by women and girls have historically operated in the domestic sphere. Other forms
of traditionally designated “women’s work” include
domestic duties such as cooking, sewing, and
cleaning. This domestic labor is unpaid and socially
expected. While much of “women’s work” is performed in the private sphere, some is public such as
grocery shopping, gardening, and errand running. In
all contexts, however, this labor is too often unacknowledged, underappreciated, and done in addition to the woman’s paid job.
Overlaying this assigned gender role, women in the contemporary moment find themselves
employed with paid work in the public and private
sectors, contributing financially to their families. As
of March 2021, women make up nearly half of the
workforce but are paid only 82 cents per every dollar that males earn (and women of color earn even
less).7 Women in the workforce often still do household chores along with providing and caring for their
partners, children, and/or other family members.
These two types of women’s work are often done in
tandem, resulting in a state of constant labor. Thus,
the Proverb saying “A man may work sun to sun,
but a woman’s work is never done” remains true.

Judith Butler argues in their essay, “Performative Acts and Gender Constitution: An Essay in
Phenomenology and Feminist Theory”, that “the
body becomes its gender through a series of acts
which are renewed, revised, and consolidated
through time.”8 The basis of this statement suggests that gender is not something one is, rather,
it is something one does. When a man performs
“women’s work,” however, it would still be regarded
as “women’s work” because of the codification that
has ensued due to the female body being a historical convention that has been repeatedly reproduced over sustained periods of time. The repeated
representations of the gendered body in the works
of Ali Printz, Ashley Blanton, Rebecca Daryl Smith,
Elizabeth Runyon, and Carolyn Ford illustrate this
concept of the performative nature of gender. Ali
Printz includes white women and women of color
performing dignified work alongside each other.
Ashley Blanton takes the female form as a receptacle and connective object and reimagines the connection between the body and the environment—
simultaneously natural and societally pressured.
Rebecca Daryl Smith presents the words of Margaret Atwood showing the Circe/Mud Poems that
have inspired gender performativity as a protest to
notions of male dominance of women. Carolyn Ford
humorously depicts traditional thoughts of women’s
work and their bodies and subverts an Appalachian
woman into one of strength, power, and fun, rather
than a sexualized being relegated to housework.
11

WHAT IS THE
RELATIONSHIP
BETWEEN GENDER
AND CRAFT?
This constant performance of labor that
has been traditionally regarded as “women’s work”
also pertains to the gendering of traditional crafts
in Appalachia and the South. This gendering forced
women to split their energies between family and
“productive labor.”9 Productive domestic labor
that was once central to the family economy and
therefore less rigidly gendered, shifted outside of
the home, manifesting in workshops and factories
in the wake of the Industrial Revolution. This separated the home and the workplace into gendered
spheres wherein the man left the home to earn the
family’s wage and created the notion of modern
domesticity for women.10 Because of this now gendered view of labor, one of the few occupations that
came to be recognized as suitable for middle-class
Victorian women was artwork. Art making had also
developed a new function of beautifying the home
12

and creating a haven for their husbands to return to
after spending their days in the fraught new industrial world.11
The Arts and Crafts Movement of the mid
1880s welcomed women with open arms by creating new opportunities for women to earn a wage
inside the home, fulfill family commitments, and
offered opportunities for training. Although there
were many benefits of the Arts and Craft Movement,
it still perpetuated the gender, labor, and class
divisions that were exacerbated by the Industrial
Revolution.12 Furthermore, these new opportunities
tended to also assign women the more physical
roles of makers and producers rather than giving
them artistic agency. Men remained the “designers”
and retained their creative influence. This 19th-century categorization of “women’s work” as being
wholly domesticated, though entirely laborious

helped create a historical convention that craft
is performed by women. The artists in this show
emphasize a melding of time and techniques to
suggest that craft and fine art are moving towards
a contemporary future that is less laborious physically but pushes the limits of the mind and the
hierarchy of craft. Elizabeth Runyon, Jessica Page,
Melanie Landsittel, and Simone Paterson all take
traditional craft techniques such as basket making,
weaving, and embroidery to new heights in this
exhibition. Elizabeth Runyon alters and abstracts
the traditional basket form to be reminiscent of
vessels to carry emotional baggage, represent the
entanglement between masculine and feminine
energies, and showcase the careful balancing act
and performance of women that are necessary due
to societal pressures. Jessica Page uses traditional weaving techniques with video projection,
and incorporates photographs to demonstrate the
melding of time, identity, and place. Simone Paterson uses an embroidery machine and computer
software to push the limits of traditional craft into
one of a technologically advanced contemporary
moment. Likewise, Melanie Landsittel uses mechanized weaving software to create a lush tapestry to
address today’s issue of work life sensitivity.
Since craft was viewed as “women’s work”
for centuries, it has not been considered fine art or
“high art” unlike the mediums of painting and sculpture. This created an aesthetic hierarchy that privileged certain forms of art over others and thereby
reinforced privileging white male artists over all

others. This hierarchy has devalued craft and relegated it by its gendered associations as “women’s
work” because it had become associated with the
domestic and feminine. However, this hierarchy was
radically challenged in the 1970s by feminist artists
who sought to elevate “women’s craft” to the level
of “high art” and use craft and decorative art to
express the female experience.13
Lucy Lippard’s essay, “Household Images
in Art,” argues that prior to the 1970s women artists had avoided “‘Female techniques’ like sewing,
weaving, knitting, ceramics, even the use of pastel
colors and delicate lines—all natural elements of artmaking,” for fear of being labeled “feminine artists.”14
She argues that the Women’s Movement gave
women the confidence to begin “shedding their
shackles, proudly untying the apron strings—and, in
some cases, keeping the apron on, flaunting it, turning it into art.”15 Artists of the Women’s Liberation
Movement such as Miriam Shapiro, Faith Ringgold,
and Judy Chicago sought to dignify and celebrate
“women’s work” through incorporating traditional
craft practices along with elements of “high art”
such as painting and sculpture to honor the undervalued creative work of women. Today, craft is no
longer considered solely “women’s work”, yet the
domestic and creative labors of women still are not
recognized or dignified.
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APPALACHIAN
FEMINISMS
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“Appalachian Feminism” is not a widely cited
or used term, and both feminism and Appalachia
are often stereotyped and misunderstood.16 Having
a regionally focused feminism does not propose
that it exists out of time or in isolation from outside
influences.17 Using this term does not aim to decenter, but rather contextualize the art, traditions, and
cultural impacts that living in and being influenced
by Appalachia has had on the women artists in the
show. Through political, historical, and environmental events, a new type of advocacy is created for
the equal treatment of women within these contexts in Appalachia.
Appalachian feminism(s) is inherently intersectional, thus plural.18 By shedding light on different realities for women in or of the region, these
feminisms claim their rights and create tools for
resistance and action. The fight for women’s rights
was built on the shoulders of women of color, the
working class and women in the South and Appalachia – not just white-collar urbanites. Just as
there is no singular Appalachian experience, there
is no singular experience of being or identifying as a
woman. Having an all-woman show highlights these

pluralities as well as further integrates women artists into the public and commercial art sector. In a
study of 820,000 exhibitions in 2018, only one third
featured women artists.19 In addition, only 13.7%
of living artists represented by galleries in Europe
and North America are women; a data analysis of
18 major U.S. art museums found their collections
were 87% male and 85% white.20 By featuring only
women artists in the show, as well as having their
work be available for sale to the public, this disparity in the art world is challenged.
As these artists engage in feminist art
practices and develop their unique expressions
of feminism, the viewer can see women of greatly varying backgrounds and ages united by their
experience of being associated with Appalachia. As
a curator with Appalachian roots, it has been crucial for me to engage and encourage women of the
region to break down barriers. Displaying the art of
women who have been critically involved in the way
their stories and lives are represented and exhibited
is my attempt to rebalance the unequal spheres of
the art world.
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FINE ART AND CRAFT
IN APPALACHIA
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In Appalachia today, fine art and craft are
no longer entirely distinguishable due to the prevalence of traditional craft practices influencing what
is typically classified as fine art. Tangled Roots: Exploring Appalachian Feminisms highlights the crossover between craft practices and how they inform
fine arts practices.21 Elizabeth Runyon’s baskets
look nothing like grandma’s traditional food baskets.
Rather, they are abstracted fine art forms that carry
more conceptual substance than eggs. Ali Printz
uses photographs, painting, and fabric to collage
to hybridize flat oil paintings into three-dimensional multimedia sculptures. Rebecca Daryl Smith’s
sculptures are revolutionized fabric structures that
actively encourage viewer participation.
The works in the show infuse tradition with
modernity and technology, to invent a hybrid of artistic vision and craft media. Through reinterpreting
techniques—both craft and fine art-- such as weaving, ceramics, embroidery, collage, photography,
digital work, and sculpture, the women in this show
exude an essence of rekindled tradition in contemporary Appalachia. This contemporary Appalachia
cannot be defined by its stereotypes or traditions—rather, a new path forward is being paved by
these women. Like the roots of many plants tangled
together, these artists layer digital imagery, fiber art,
hand-made paper, and many other components to
create structures more complex than an oil painting
historically produced by white men. Ali Printz, Simone Paterson, Jessica Page, Melanie Landsittel,

and Elizabeth Runyon show greatly approaches to
this notion.
Butler’s theory of gender performativity allows us to see the creative output of many through
a different lens. This exhibition explores how people
connected to Appalachia produce works formerly
thought of as women’s domestic labor and later
as women’s crafts. When people who identify as
women, and who have Appalachian connections
engage in the process of craft, they engage in a
dynamic process that reflects personal phenomena
that are “being produced all the time and reproduced” as Butler explains.22 The many works in this
exhibit created by artists who self-identify as women allow us to see the artist produce and reproduce
their specific gender performativity expressions
over time. Taken as a whole, the collection gives the
viewer a chance to experience constantly evolving
approaches to craft and the evolving and devolving
artistic visions that fluidly express their approach
to creating in media that have been relegated to
the “women’s work” category. In turn, the exhibition
allows these artists to reclaim, revise, and redefine
the notion of “women’s work” into profound reflections of the contemporary moment.
This show emphasizes the breaking down
of historic conventions that were formed by the
patriarchal elite, deconstructs the notion of gender
based artistic practices, and overturns Appalachian stereotypes. The work of women within the
show creates a space that redefines traditions that
span across the region and history.
17

ASHLEY BLANTON

Ashley Blanton’s connection to Appalachia
was formed through her admiration of fungi and the
disconnect that came from moving to a new place.
Rather than connecting to urban life and fast paced
living, Blanton found her identity in the roots of nature, and the intimate connection between herself
and the mycelia around her. Becoming Appalachian
meant becoming a part of her ecosystem and the
diverse landscape Appalachia has to offer.23
After moving to Asheville, North Carolina
(occupied Cherokee land adjacent to the Eastern
Band of Cherokee) in 2018, Ashley became fascinated with the diversity of fungi she encountered while
hiking in the mountains. The act of noticing minute
details, of slowing down and sensing what is often
overlooked, became a source of solace and wonder
as she found grounding in the Appalachian region.
She began to take photographs of fungal fruiting
bodies, which she later incorporated into photo
transfer collages within her mixed media paintings.24
Ashley strives to “find magic in the mun25
dane.” The artwork she creates explores the
female body’s connection to nature, referencing the
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body as a site of trauma, transformation, and healing.26 Throughout history, women have traditionally
embodied or been assigned the roles of nurturers
and healers, building upon a lineage of ancestral
folklore and natural remedies, amalgamating intuition and advanced studies.27 Similarly, mushrooms
contain renowned medicinal properties. By situating
her artwork within collaged fragments from the
biome of the world around her, it became a way to
connect with, reflect upon, and honor the land on
which she has been transplanted.28
The Blanton works featured in Tangled Roots:
Exploring Appalachian Feminisms were all produced
in 2021, the second year of the worldwide COVID19
pandemic. Each work features the technology of
photo transfer on paper in a collage with watercolor, and gouache. Blanton’s magic biome situated in
technical prowess brings a new perspective on Appalachian women’s work. Blanton created the work
that has served to advertise the exhibit, showing
the flowing women’s bodies as tangled roots in a
living tree.

ASHLEY BLANTON, PERMEABILITY, 2021
watercolor, gouache, collage, photo transfer on paper
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ASHLEY BLANTON, GATHERING, 2021
watercolor, gouache, collage, photo transfer on paper
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ASHLEY BLANTON, RECEPTOR, 2021
watercolor, gouache, collage, photo transfer on paper
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REBECCA DARYL SMITH
Fiber artist and entrepreneur Rebecca Daryl
Smith performs her art with a pluralistic set of practices.29 With an MFA from Cranbrook Academy of Art
and BFA from The Maryland Institute College of Art,
her career has encompassed television, fine craft,
industry, and education. Post-industrial landscapes
and Appalachian expanses influence her materials,
structures, and attention to spatial relationships.30
Her work is deeply rooted in feminist theory of the
matrixial gaze and the limits and possibilities of
material.31
Smith researches and engages with textiles,
craft, and “women’s work” not only as objects,
materials and methodologies, but also as “charged,
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resonant, omnipresent beings: continuously impacted/impacting, transformed/transforming, confirmed/
confirming.”32 Observing these characteristics and
potentials in infinite materials, objects, and environments, she works with a heightened awareness to
how tension sustains structure. Experimenting with
historically charged, reactive, responsive, delicately
strong, and record-holding materials including fiber,
paper, written text, porcelain, brass, and recyclables, she reflects on subversion, unruliness, and energy as she navigates the obedience and defiance
of her materials to intended actions.33
Smith’s process is the opposite of simple reproduction of crafts. In her artist’s statement for the

Tangled Roots: Exploring Appalachian Feminisms,
Smith explains her quest. In search of the precarious equilibrium between support and burden, order,
and chaos, dynamic and static, Smith channels,
restricts, amasses and deconstructs in a constant
exercise of world-building and (re/de) contextualization. Drawing inspiration from architecture, rhizomatic growth structures, minimalism, feminist theory,
and material relationships, she questions the collapse and resilience of structure, endured action,
allegory, and states of “becoming.” She traverses
the intricacies, tangential subjects and chaos of her
world and mind in search of quietude, wonder and
inexorable logic - echoing Estella Lauter’s question:
“What happens when a woman raised in a scientific

age relates to nature - the object of science?”34
The Tangled Roots: Exploring Appalachian
Feminisms exhibit has two works by Rebecca Daryl
Smith. All are recent, created between 2019 and
2021. One artwork title reinforces Smith’s interest
in feminine wisdom, The Crone (Those You Could
Not Hear). This work mixes recyclables with woven
cloth, text, handmade paper, porcelain, brass, steel,
mylar and other reflective material. Circe/Mud Poems (re)visited, includes a typewritten transcription
of “Circe/Mud Poems” by feminist author Margaret
Atwood on transparency paper displayed with a
handwoven cotton scroll that echoes the text. Both
sit on blackened steel rods to perform as continuous scrolls.35
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REBECCA DARYL SMITH, THE CRONE (THOSE YOU COULD NOT HEAR), 2021
steel, double weave cloth, brass, mylar, reflective material, recyclables,
text, handmade paper, porcelain, mixed material

24

REBECCA DARYL SMITH, CIRCE/MUD POEMS (RE)VISITED, 2019
typewritten transcription of Circe/Mud Poems (Margaret Atwood) on
transparency paper + handwoven cotton scroll on steel
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GRACE FARISH

Grace Farish debunks the myth that mothers
teach daughters in the harmonious nuclear Appalachian family. Her artist’s statement explains the pain
from a disinterested mother and from her German
immigrant family members. On her mother’s side
of her family, the generations of Americans have
excluded her by refusing to teach her their traditional crafts. On the other side, her immigrant father
and grandfather added destructive and alienating
layers to the family mix. Out of her pain comes the
complex realities of being a second-generation immigrant in Appalachia while being rejected by both
her Appalachian and immigrant forbears.36
In Ancestral Amulets, Farish explores the
questions of what her ancestors dreamed for their
families and descendants and wonders if we can
live up to our ancestors’ expectations. Jewelry becomes personified, taking on the qualities of those
that came before -- reminders of their struggles, trials, and desires. Farish abstracts family heirlooms in
order to share the stories of those who possessed

the jeweled heirlooms before her. Farish’s soothing
tones of blue and white evoke the sense of contemporary denim art bringing a peaceful update to the
outlines of cold hard metal and gem objects captured now in soft fabric.
In Cameos of the Forefathers, Farish draws
on her life along the Appalachian trail from the
northernmost tip in Maine, to the east of it in Virginia, and to the west of it in Kentucky.37 On her mother’s side, Farish comes from a long line of quilters
in the Ohio farmlands. As a child she watched her
mother slowly piece, construct, and hand quilt
intricate and beautiful quilts that would later be
tucked into bed under an ancestral quilt. Yet, this
was never taught to Farish directly. Instead, Farish
was expected to pick up quilting, knitting and other
crafts on her own. Her family made tools available to
her yet left her to figure out how to use them. In this
work, Farish expresses the alienation and trauma
that she felt from this exclusion.

Farish’s Artist Statement:
The repetition of each cut and of each stitch enables me to dwell on the women that came before me and the perceived judgement
they hold. Coming from a family of immigrants, family would seem to play an important role. Unfortunately, this is not the case.
Where there should be unity and joy through the process of learning, teaching, and participating in traditional women’s work; there
is resentment and judgement on how the individual has taught themselves these crafts. I believe that the work I make ties into this
exhibition theme because of the way it transforms work that is traditionally reserved for women into soft objects that discuss the
nature of trauma and trauma within the family unit, specifically the cyclical nature of maternal traumas. These traumas that are
passed down from mother to daughter, much like the tradition of passing down knowledge of traditional “women’s work.”38
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Sister is a reactionary piece that illustrates
maternal trauma’s legacy. She used techniques her
sister taught her to create this comfort object. She
splattered the work with cyanotype, in an attempt
to represent the strained nature of their relationship.39 Farish’s exploration of family and family trauma runs through her works. “From the viewpoint of a
cultural anthropologist, I often see migrant families

as being extremely close and tight-knit. This is not
the case for my family. There are echoes of the past
that haunt the living today. Mothers hating their children. Fathers tormenting theirs.”40 Farish’s attempts
to reconcile these competing ideas of family, Appalachian family, immigrant family, loving family, and
torturing family run through these three works by
her that are featured in the Tangled Roots exhibit.

GRACE FARISH, SISTER, 2020
cyanotype on natural and acrylic yarns
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GRACE FARISH, ANCESTRAL AMULETS, 2020
cyanotype on muslin, sewing pins, ancestral jewelry
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GRACE FARISH, CAMEOS OF THE FOREFATHERS, 2019
cross-section of lindenwood, ancestral photographs, baby’s breath, leather, and graphite
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CAROLYN FORD
Carolyn Ford interprets this constant state
of women’s work through the notion of chores. Her
sgraffito designs are incorporated onto functional plate forms and depict women performing the
chores of daily life. Ford’s disks feature the working
hands of women - scrubbing floors, vacuuming,
tending plants, playing music, shaping pottery, and
praying. Ford’s women engage with Appalachian life
through constant active work. Rather than weak
and subordinate, the women on Fords decorative
plates are strong, iconic, and proud of what they
are doing.
Carolyn Ford grew up on her family farm in
Smith County, Tennessee. She now lives in Gaffney,
South Carolina in Cherokee County.41 Both locations are embedded parts of Appalachia. Ford’s art
commemorates nostalgic southern traditions from
trades, crafts, and skills to colloquialisms used to
veil insults or vividly describe what could be expressed with brevity. This long-winded sing-song
banter is used to entertain, communicate, and exaggerate as one spin yarns similar to song lyrics.42
In this age of the “tweet,” Ford uses her
ceramics to document her favorite idioms before
they are no longer used. Just like in the art of conversation, traditions in the arts and crafts require
collaborative give and take between individuals to
30

achieve mastery of skills (following customs with
creative flair). Ancestors of the Appalachian region
epitomized strong work ethics, self-reliance, grit,
and determination flavored with creativity and humor through their artistic endeavors.
Ford’s original “disk” works evolved into
plates. Nothing is more functional than a dinner
plate. Utilitarian arts or “crafts” that serve a function while simultaneously being an object to pass
from one generation to another were not seen
as frivolous in Appalachia. Ford’s mom often said,
“pretty is as pretty does, but pretty doesn’t usually do much.”43 This related to girls without skills
that relied on looks. Moving her image making to a
functional form, a plate, also speaks to the importance of mealtime. Food is love. Family gatherings
are centered around food and conversation as we
“strengthen and nourish” our minds and bodies; the
rituals around meals, creation of regional dishes,
and the pottery used help identify culture.44
Ford’s upbringing consisted of watching her
mother do all things men could do and cultivating
a sense of self-reliance. Watching her mother sew
curtains for the courthouse in exchange for paying
the farm’s taxes, bartering sewing and decorating
skills to keep the children in much-needed eyeglasses, bearing witness to birthing cows, and sew-

ing delicate embroidered details on pillow cushions
all reinforced the notion of the bionic Appalachian
woman.45
Tangled Roots: Exploring Appalachian Feminisms includes eight works by Ford. Many of the
titles pay homage to her enjoyment of colloquialisms and comic elements of Appalachian women’s
culture. The Higher the Hair the Closer to God pays
tribute to the women’s hair trends still reflected by
famous Appalachian women such as Dolly Parton.

Ford expresses her admiration of Dolly directly in
East Tennessee Bluegrass (Dolly). Other clever titles
reflect Appalachian women’s advice and sassiness, especially Cleanliness is Next to Godliness; If
You’ve Got Time to Lean, You’ve Got Time to Clean;
and Kiss My Grits. In three other works, created from
2017 through 2021, Ford shows her interest in the
process of Appalachian “women’s work”: Throwin’, Weavin’, and Quiltin’ are all showcased in this
exhibit.

Detail shot of various ceramic works by CAROLYN FORD
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CAROLYN FORD
CLEANLINESS IS NEXT TO GODLINESS
2019
ceramic

CAROLYN FORD
IF YOU’VE GOT TIME TO LEAN, YOU’VE GOT TIME TO CLEAN
2021
ceramic
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CAROLYN FORD
KISS MY GRITS
2020
ceramic

CAROLYN FORD
THROWIN’
2021
ceramic
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CAROLYN FORD
WEAVIN’
2017
ceramic

CAROLYN FORD
EAST TENNESSEE BLUEGRASS (DOLLY)
2017
ceramic
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CAROLYN FORD
QUILTIN’
2021
ceramic

CAROLYN FORD
THE HIGHER THE HAIR THE CLOSER TO GOD
2020
ceramic
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MELANIE LANDSITTEL
Melanie Landsittel is an artist who revels in
analogue materials including paper, fiber, music,
and more. After deep studies of sign processes,
communication, and signification, Landsittel displays those elements in her creations via intuitive,
labor-intensive processes which can be seen as a
physical compulsion to make, or “work.” In this way,
she materializes her convictions that work is the
maintenance of daily life.46
In the construction of each artwork, Landsittel “engages in fairytale-like narrative building
through accessing histories and memories within
materials, specifically within the process of their
making and use”; by applying a poetic and often
metaphorical language through text, sound and image throughout her practice, she makes work that
generates diverse meanings.47 Hallmarks of these
compulsions to work include playing the harp, performing on a 1982 Casio keyboard, weaving, knitting, printing via letterpress on handmade paper,
papermaking, and bookmaking.
Policy is a tapestry with the words “Work
Life Sensitivity” stitched into a wall separating the
viewer from the natural world. This separation could
refer to women’s work in the domestic and the
public spheres and the inability to find balance between them. Melanie Landsittel uses AVL weaving
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technology incorporate and expand upon traditional craft forms Landsittel envisioned many of her
woven tapestries as a questioning of the conditions
and of appearances of images within the context
of contemporary visual culture; she subverts and
expands the images’ meanings as she plumbs society’s concrete representations, challenging how
they normally function as ideas.
Landsittel observes that the image files she
uses for weaving, like the jpeg which degrades
each time that it is sent, are much lower resolution
versions than the cell phone they were conceived
on, and yet, they will probably outlive the operating systems which made the original jpeg visible.48
Alongside these conceptual interpretations, she
values the physicality of weaving the image, which
was taken in a second, to record something endearing; these holistic complex meanings intersections of work, objects, symbols, and ideas interest
Landsittel most.
Her Digital Seascape is a handmade book on
light pink paper with a heart cut out in the middle.
This signifies the fragility of socially expected feminity, as well as nods to traditional papermaking techniques and labor. Through her work, Landsittel does
not search for definitive answers or assertions, but
rather seeks to access a meandering, liminal, ab-

surd, playful, and contemplative space where she
believes the valuable juices of her art practice come
alive. Her playfulness and her understanding of sig-

nification push the entire show into new directions
that may influence the work of Appalachian women
artists.49

MELANIE LANDSITTEL, POLICY, 2021
tapestry
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MELANIE LANDSITTEL, THE DIGITAL SEA, 2021
handmade book; handmade paper for recycled towels, thread, cotton
book cloth, recycled book board

39

JESSICA PAGE

Jessica Page creates her art with new and
mixed media to move from the 1880s into the digital
present and future. A graceful shawl crafted from
digital photographs of the region brings a blend of
tradition and cutting-edge innovation. Jessica Page
contemplates what it means to be from a place. Her
work represents how someone’s life and identity
can be impacted by moving from one region to another. By weaving together these varied locations,
and still feeling a rootedness to Appalachia, Page’s
Appalachian identity and sense of belonging has
become a unique interweaving of cultures and places. She influences and is influenced by Appalachia
due to the network of interpersonal connections
she has built.50
Weaving has long been an essential part of
the craft repertoire in Appalachia. Craft, and specifically weaving, are often viewed as the work of
Appalachian women. And largely because of that,
these artistic practices and products have not been
viewed with the respect they deserve. Woven products are considered rote reproduced mindlessly
cloned patterns instead of creative expressions. In
her work, Page has used the practice of weaving as
a beautiful metaphor for time and just as layers of
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time can create a more complex whole, she diligently and complexly layers her weaves, creating works
filled with memories, narratives, and emotions.51
Weaving in Appalachia was and is a way for women to express themselves not only as individuals
but also as a whole. Appalachian women embed
meaning and sometimes even coded messages
into the textiles they create as a way to tell stories,
and thus, weaving has also become activism. It
is because of this layered complexity, that Page
choses to weave as a primary way of taking hold of
her own agency and heritage while telling her own
story.52
Page’s original blend of new-embeddedwith-the-old processes of Appalachian women’s
work can be seen in her three artworks in this
exhibit. Keeping up Appearances is imbued with
Page’s unique processes and lived experience
of persevering through an unhealthy relationship
when she lived first in Michigan, and then Kentucky.
As the years passed, Jessica moved away from
Kentucky and then returned thirteen years later.
During this time, she learned more about her true
self and grew from surviving that experience in
ways that she never thought possible.53 This art is

created by weaving a photograph of a local waterfall and a reused piece of cloth from a local theater.
The fabric, being from a theater, speaks to the act of
surviving when you feel there is no way out and you
have to put on a mask and pretend. This, while damaging to the psyche and self, is a very common way
of dealing with any form of abuse, because there
are societal pressures combined with a self-preservation instinct to hide uncomfortable topics and to
pretend. The waterfall represents that turbulent time
in Page’s life and recognizes not only the violence
that happens at the crest of the waterfall but also
the possibility of hope to make it through it to the
end where the water is calmer. This piece is a way
for Page to speak her truth with the hope that it can
help others find the courage and hope, to speak
theirs.54
In the piece, Home: Kitchen Wallpaper, Page
has produced a weaving that combines various
components from different stages of her life, while
simultaneously always remaining grounded in the
geographical home she grew up in. This grounding
represents the continual returning to our roots. In
layering and weaving these many-faceted divergent materials and images, Page is acknowledging

the importance of all of the layers in time that have
played a large part in shaping who she is today.55
In Niagara Falls, Page reflects on her genetic
heritage which has been passed down through the
generations. In conversation about this, she expressed curiosity about how place and environment
are absorbed into our bodies and can contribute to
that genetic pool. Both of her parents were raised in
the state of New York, her father in Niagara Falls and
her mother in Rochester. When she was a child, her
nuclear family used to visit her grandparents there,
and then with her mother’s family, would travel to
see the falls during every trip back to Michigan; the
mighty falls have always resonated with her.56
The various places she has called home
combine together with her lived experiences and
genetics, they fold together to create who Page is
as an individual. Page feels strongly that our past
moves alongside us in the now and continues
into our future; it is always with us. In keeping with
the Appalachian culture of narrative weaving, it is
through this tradition and practice, that she is able
to tell her own story of places and times, and in turn,
give agency back to the women around her.
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JESSICA PAGE, KEEPING UP APPEARANCES, 2021,
archival pigment ink image of Kentucky waterfall handwoven with fabric repurposed
from a theater production cyanotype on muslin, sewing pins, ancestral jewelry

42

JESSICA PAGE, HOME KITCHEN WALLPAPER, 2020
pillowcase, cut c-print, matboard, linen tape, vellum, gold pen,
archival permanent marker, referenced wallpaper design

JESSICA PAGE, NIAGARA FALLS, 2021,
collected and family slides projected onto handwoven
fabric, projector, end table and plastic doily
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SIMONE PATERSON
I am a crone living in a log cabin in the mountains of Appalachia. As I work, I see my mother’s hands. I create
high stitch density machine embroideries. My artwork sits at the crossroads of creative technologies and craft. My
choice of medium, embroidery/ stitching, acknowledges women’s historically unpaid, undervalued, and invisible labor.
The experience of art encourages us to be our best selves. Without art, my life would be much smaller, and I
am immensely grateful.57
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Simone Paterson uses her self-defined
“woods weird” identity in defiance of industrialized
notions of women’s labor and place. Simone Paterson’s work highlights the work of women to achieve
voting rights in 1919. This unspoken, often-forgotten
women’s movement is the crux of empowerment,
upward social mobility, and agency for women.
Today, it is expected that women have the right to
vote, work outside their home, choose not to raise
a family and express their sexuality. Paterson’s
ornamented gartered stockings illustrate the new
self-affirming freedom of today’s Appalachian women. Through creations like Paterson’s, the historic
labor and connectedness of women’s work has
been reclaimed as a sense of agency and power
that has the ability to rewrite and overrule social
expectations and patriarchal laws. Through the
Paterson works in this show, the exhibit-goer can
see this Appalachian crone’s message in her media.
Her craft-meets-technology innovations showcase
the value she places on women’s undervalued work
and women’s struggles for equality.

In Stronger Together, a 3D embroidery piece,
Paterson celebrates the 19th Amendment, passed
in 1920, giving women the right to vote in the USA.
However, it wasn’t until the Voting Rights Act of 1965
that women of color in the South could exercise this
right without restriction. This creation consists of a
chorus line of three gigantic women’s stockings of
different colors. They are embroidered with roses
and embellished with glass beading. The work is attached to a metal ring that appears as a garter decorated with antique lace, garnished with sequins
and beads, and weighted at the base with vintage
buttons. The toes are en-pointe (a ballet pose) rising
from the floor.58
The legs are of different colors to signify
the positions that women have held towards their
rights. Blue refers to the emancipated opinion of
educated women. Black represents women of color
who have struggled for so long for civil rights. White
signifies a lack of interest from women who have
been beneficiaries of their white husbands’ and
fathers’ positions of wealth and power. The use of

the rose motif evokes the Tennessee legislature’s
debate to ratify the 19th Amendment in 1920. Antisuffragists wore red roses; those who supported
women’s enfranchisement wore yellow roses. The
white roses on the black leg signify the incredible
grace and courage of women of color who championed the suffrage cause without receiving the full
benefit.59
The other three Paterson pieces in this
exhibit are from 2019. She channeled several
themes that swirled in the world around her.60 Using
machine embroidery techniques on felt, Paterson
crafted her series Last Words, as a rumination on
the famous last words of prominent historical figures. Three works from the series are included in the
exhibition that exemplify important historical events
and influences in American history. George Engel
15 April 1836 - 11 November 1887 references labor
union activist George Engle who was executed for
his supposed participation in the 1886 Haymarket
Riot in Chicago, Illinois. His last words are reportedly
“Hurrah for Anarchy.” George Engle is one of two
men represented in this exhibition.61
Michael Derek Elworthy Jarman, 31 January,
1942 - 19 February 1994 pays homage to English
born filmmaker, stage designer, author, and gay
rights activist. He is the only other man represented
in this exhibition. His last words, “I want the world to
be full of white fluffy duckies” are hopeful for a better world -- reflective of his fight for gay rights, and
his personal struggle with AIDS.62 His life and death
story are a vital part of the exhibit’s theme, because

the top ten counties in the United States that are at
highest risk for HIV outbreak are all located in Central Appalachia. The spread of needle-born diseases
like HIV is a prevalent effect of the opioid epidemic
that continues to impact the region.63
Martha M. Place 18 September 1849 - 20
March 1899 with the last words “God Help Me”
provides the strongest message of psychological
urgency. Martha M. Place was the first American
woman to be convicted of murder and die by the
electric chair. Her punishment was controversial
due to her gender, and is still relevant today as
issues of the death sentence are still in the public
eye.64 This piece juxtaposes the harsh punishment
and dark history with white flowy material and pink
and red stiches, making the piece feel incredibly
feminine and lighthearted.
Although Simone Paterson was born and
raised in Sydney, Australia, and these last words
referenced are not from people directly located in
Appalachia, their beliefs, actions, and goals are
those that impact the region -- from unionization,
to the death penalty, gay rights, women’s rights,
and women’s struggles. Paterson’s words and
self-awareness are as poignant as her visual art:
“As a white, cis-gendered, heterosexual, migrant
woman living in the American South, now is the time
to acknowledge the past and make changes to
ensure a genuinely free, kinder, and equal America.
Making these changes will not be easy, but we are
stronger together.”65
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SIMONE PATERSON, STRONGER TOGETHER, 2020
Embroidery on tulle, glass beads, lace, buttons, sockets
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TOP LEFT:
SIMONE PATERSON, GEORGE ENGEL 15 APRIL 1836 - 11
NOVEMBER 1887, 2019
Framed embroidery on felt
TOP RIGHT:
SIMONE PATERSON, MICHAEL DEREK ELWORTHY JARMAN, 31
JANUARY, 1942 - 19, 2019
Framed embroidery on felt
BOTTOM LEFT:
SIMONE PATERSON, MARTHA M. PLACE 18 SEPTEMBER 1849 20 MARCH 1899, 2019
Framed embroidery on felt

47

ALI PRINTZ
The Rape of Appalachia screams with West
Virginian Ali Printz’s pain, showing the cruel reality
of a devastated woman whose mountain home has
been decimated by mountain top removal. Her Don’t
Forget Me work speaks to the loss of Native American culture in her region. The natural disasters, the
stripping of the land’s natural resources, and the
forced removal of home speak to the struggles that
the region has faced. Yet, while Printz’s works aims
to highlight these disparities, at the same time they
emphasize the indomitable strength of the women
and girls affected by these calamities. Through use
of found objects, she simultaneously remembers
and reconstructs the narrative and stereotypes of
Appalachia.66
Printz’s work explores Appalachian themes
that relate to the contemporary state of the region,
as well as its ties to its rich history, in order to give
agency to overlooked people, places, and cultural
schisms.67 Using skills honed from her academic
background, Printz’s procedure is research and
narrative driven, targeted to create work that resonates generationally and reflects the cyclical nature
of history. She incorporates discarded items like
vintage photos, thrifted clothing, and found objects
from her personal life into the medium of painting.
Accordingly, she creates hybrid crafts by employing
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practices in line with the environmental urgency
of the region, repurposing and reusing sewn and
painted mementos to tell a forgotten story while
making these objects active once again.68
Printz constantly strives to represent the
unspoken and pay homage to Appalachia, from
coalminers and spinsters, to snake charmers,
craftsmen, musicians, and shamans. Through the
traditions of Appalachian folk art and craft combined with traditional portraiture pulled from photos
of forgotten people, culture, and events, she reconstructs the importance of the Appalachian presence that permeates society.69
Printz’s works in this exhibition illustrate
these diverse Appalachian subjects and perspectives. Spinsters, Little Miss Appalachia, and Camouflaged (Mossy Oak) play on stereotypes of the region. The faces of the women in Spinsters are black
and white, symbolizing a previous time of forgotten
work and people, while their clothes and fabric live
on. Little Miss Appalachia and Camouflaged (Mossy
Oak) present Appalachian women as royalty -- worthy of dignification -- even in dresses from Walmart.
Synthesizing the truthfulness of vintage photos
with soft fabric, Printz elucidates our preconceived
notions of Appalachia and its connection to Native
American history in Don’t Forget Me.

ALI PRINTZ, SPINSTERS, 2018,
oil and enamel on canvas
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ALI PRINTZ, RAPE OF APPALACHIA, (TRIPTYCH), 2018
oil, acrylic, fabric, and ultralight on canvas
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ALI PRINTZ, CAMOUFLAGED (MOSSY OAK), 2018
oil and fabric on canvas

ALI PRINTZ, LITTLE MISS APPALACHIA (FLYOVER EFFECT), 2017
acrylic, pastel, and fabric on canvas
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ALI PRINTZ, IT’S NOT TOO LATE, 2018
oil, paper, and fabric on canvas
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ALI PRINTZ, DON’T FORGET ME, 2018
oil, vintage photo, and fabric on canvas
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ELIZABETH RUNYON
Elizabeth Runyon’s baskets have the
strength to carry a baby or a load of laundry, while
having the artistic innovation and inspiration of
sculpture. Runyon’s baskets suggest the balancing
act of women by making a once strictly functional
craft into an art form that represents carrying her
personal traumas, emotions, and baggage, finding
balance between masculine and feminine energies,
and connecting with the natural world through reed
and seagrass. This redefinition is representative
of the shift in women’s work that is glorified and
internal, rather than socially expected and only in
support of one’s family or community.70
Native Kentuckian Elizabeth Runyon identifies as Appalachian because of her artistic process,
grounded in Appalachian ribbed basket weaving
traditions. She grew up in the vibrant culture of Kentucky: its food, accents, rich green countryside, and
most importantly the stories told and passed down
through generations of her family.71
Runyon points out that baskets have been
made for millennia in virtually all cultures. “Frequently these baskets addressed a need, many were
designed to make women’s work easier. Makers
used natural materials readily available to them to
create functional objects.”72 Runyon’s work follows
and celebrates these cultures and crafters, as she
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makes baskets from a material easily available to
her: reed, a natural fiber grown and harvested in
Asia. In today’s culture, she can simply order what
she needs online instead of gathering materials
from nature by hand, yet she works with a natural
fiber in a centuries-old tradition as her ancestors
did.73 Runyon’s art embraces the women who used
these objects to improve their daily chores. “The
meditative over and under process mimics the
rhythms of many hands before me.”74
After making baskets for more than 30
years, Runyon began to develop her own style
in 2011. “My works are baskets, but they are also
sculptural objects—infusing traditional craft practices with forms associated with fine art. My goal is to
blur the lines between fine crafts and fine arts. The
pieces encourage the viewer to consider ‘what is a
basket?’ through my focus on whimsy and rhythm.
In many ways, these pieces are a dialogue, a conversation with the reed. The organic nature of the
material roots these works to history and place, the
shapes and swirls reach out to the unknown.”75
Critics feel that Runyon has achieved her
goal of pushing the envelope between fine arts and
tradition craft. “Runyon’s Vessels reminds us of the
gray line between fine arts and fine crafts, masterfully blurring any preconceived notions of hierarchy

between the two. Her reed and seagrass constructions offer both a dedicated yet playful realization of
traditional materials and techniques….”76
Runyon’s works featured in this 2022 exhibit
promise to elicit the same pronounced feelings in

exhibitgoers, as Runyon infuses her informed innovations into this traditional woman’s craft domain.
Her four featured works contain the natural textures
of seagrass, cane, and wood as well as her most
prized medium -- reed.

Detail Shot of ELIZABETH RUNYON, WHEN THE CIRCUS COMES TO TOWN, 2017
reed, seagrass, wood

55

ELIZABETH RUNYON, WHEN THE CIRCUS COMES TO TOWN, 2017
reed, seagrass, wood
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ELIZABETH RUNYON, THREE OF A KIND, 2018
reed, seagrass
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ELIZABETH RUNYON, MY BAGGAGE, 2021
reed, cane, seagrass
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ELIZABETH RUNYON, VICE VERSA, 2017
reed
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EXHIBITION CHECKLIST
Ashley Blanton
1. Ashley Blanton, Permeability, 2021 watercolor, gouache, collage, photo transfer on paper
2. Ashley Blanton, Gathering, 2021, watercolor, gouache, collage, photo transfer on paper
3. Ashley Blanton, Receptor, 2021, watercolor, collage, gouache, and photo transfer on paper
Rebecca Daryl Smith
1. Rebecca Daryl Smith, The Crone (Those You Could Not Hear), 2021, steel, double weave cloth, brass, mylar, reflective material, recyclables, text, handmade paper, porcelain, mixed material
2. Rebecca Daryl Smith, Circe/Mud Poems (re)visited, 2019, typewritten transcription of Circe/Mud Poems
(Margaret Atwood) on transparency paper + handwoven cotton scroll on steel
Grace Farish
1. Grace Farish, Sister, 2020, cyanotype on natural and acrylic yarn
2. Grace Farish, Ancestral Amulets, 2020, cyanotype on muslin, sewing pins, ancestral jewelry
3. Grace Farish, Cameos of the Forefathers, 2019, cross-section of lindenwood, ancestral photographs,
baby’s breath, leather, and graphite
Carolyn Ford
1. Carolyn Ford, Cleanliness is Next to Godliness, 2019
2. Carolyn Ford, If You’ve Got Time to Lean, You’ve Got Time to Clean, 2021
3. Carolyn Ford, Kiss My Grits, 2020
4. Carolyn Ford, Throwin’, 2021
5. Carolyn Ford, Weavin’, 2017
6. Carolyn Ford, East Tennessee Bluegrass (Dolly), 2017
7. Carolyn Ford, Quiltin’, 2021
8. Carolyn Ford, The Higher the Hair the Closer to God, 2020
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Melanie Landsittel
1. Melanie Landsittel, Policy, November 2021, tapestry
2. Melanie Landsittel, The Digital Sea, November 2021, handmade book; handmade paper for recycled towels, thread, cotton book cloth, recycled book board
Jessica Page
1. Jessica Page, Keeping up Appearances, 2021, archival pigment ink image of Kentucky waterfall handwoven with fabric repurposed from a theater production
2. Jessica Page, Niagara Falls, 2021, collected and family slides projected onto handwoven fabric, projector,
end table and plastic doily
3. Jessica Page, Home Kitchen Wallpaper, 2020, pillowcase, cut c-print, matboard, linen tape, vellum, gold
pen, archival permanent marker, referenced wallpaper design
Simone Paterson
1. Simone Paterson, Stronger Together, 2020, Embroidery on tulle, glass beads, lace, buttons, sockets
2. Simone Paterson, George Engel 15 April 1836 - 11 November 1887, 2019, Framed embroidery on felt
3. Simone Paterson, Martha M. Place 18 September 1849 - 20 March 1899, 2019, Framed embroidery on felt
4. Simone Paterson, Michael Derek Elworthy Jarman, 31 January, 1942 - 19 February 1994, 2019, Framed
embroidery on felt
Ali Printz
1. Ali Printz, Camouflaged (Mossy Oak), 2018, oil and fabric on canvas
2. Ali Printz, It’s Not Too Late, 2018, oil, paper, and fabric on canvas
3. Ali Printz, Little Miss Appalachia (Flyover Effect), 2017, acrylic, pastel, and fabric on canvas
4. Ali Printz, Rape of Appalachia, (triptych), 2018, oil, acrylic, fabric, and ultralight on canvas
5. Ali Printz, Spinsters, 2018, oil, and enamel on canvas
6. Ali Printz, Don’t Forget Me, 2018, oil, vintage photo, and fabric on canvas
Elizabeth Runyon
1. Elizabeth Runyon, When the Circus Comes to Town, 2017, reed, seagrass, wood
2. Elizabeth Runyon, Three of a Kind, 2018, reed, seagrass
3. Elizabeth Runyon, My Baggage, 2021, reed, cane, seagrass
4. Elizabeth Runyon, Vice Versa, 2017, reed
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